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these works very few have survived. Most fell vic- 
tim to destruction and looting - particularly by the 
Crusaders who in 1204 took Constantinople. The 
few religious objects which were saved are kept in 
churches of the West, to which they were taken 
as a result of a sense of plety on the part of some 
of the nobles among the Crusaders®. and in the 
monasteries of Mount Athos which managed to 
keep hold of a part of their former wealth. 

This wealth of the monasteries of the Holy 
Mountain is derived from gifts from the Emperors 
and the ruling class of Byzantium, presented as 
tokens of devotion. The Holy Monastery of Vato- 
paidi possesses exceptional examples from the 
rich offerings made to tt at various times. Accord- 
ing to tradition’, all the movable valuables of the 
Monastery were stolen by pirates in the 13th cen- 
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The provenance of these Priceless 
the most Part unknown. Tradition and the dedica. 
tory utscriptions which belong with some works 
of the 14th and 15th centuries attribute many of 
these to members of the imperial family. These in- 
clude the Despot of Mystras Manuel Canta. 
cuzenus Palaeologus (1330-1380), son of the 
Emperor John VI Cantacuzenus (1347-1354), 
Thomas Comnenus Prelumbus, Despot at Ioanni- 
na (1348/9-1355/6), the Despot of Thessaloniki 
Andronicus Palaeologus (1 408-1423), third son 
of Manuel II Palaeologus, and Anna Cantacu- 
zena Palaeologina, wife of Manuel III, Emperor 
of Trebizond (1390-1412), rulers established in 
regional centres such as Serres, but also in major 
centres such as Thessaloniki, Ioannina, and 
Mystras. : 

These precious works have been produced with 
a refined art, striking beauty of design i 
painstaking workmanship from the ce, 
point of view and are attractive not only eee 
of the value of the materials used, but chtetly 


cause of their artistic quality. 


Eikonidia and Enkolpta 


. ino of the 
Among the treasures in the safekeeping 





Ii Monastery, pride of place goes to the 
yatopalt vs mall icons’) in steatite and the 
eikonidia ee pendants) made of semi-pre- 
enkolpla hee and precious metals. Steatite, the 
cious BAA ie (undefiled stone) of the Byzan- 


gyutcevt0S srial which is easy to work in and . 
isle rn abe in the Mediterranean “ 
ae usually light green in colour, but 
reguoly. . painted over in other colours and gilded, 
could be [pe traces of which have survived. This 
ine ae e be used from the 10th century on- 
stone eee cae of small icons, because of 
ages 0! : intel it could be worked on, which 
the ease * ae the rendering of details of the sub- 
makes Le, the same Waniels on tvory, that is, 
ject ee and precision. In aesthetic terms, 
ens in steatite are very close to ivory reliefs, 
and together “they occupied the position which 
sculpture had lost in Byzantium elite craftsmen 
sho carved ivory, steatite and semi-precious 
ones used the same sources of inspiration in the 
ography and show the same aptitude in their 
oach to the artistic trends of their times. 
ed steatites were used chiefly for the making 
konidia and triptychs, while cameos, semi- 
ous stones with relief decoration, served 
ly as enkolpia for private individuals. The 
luction of steatite into the organised pro- 
on of tcons in Byzantium must have taken 
in the capital, where for at least three cen- 
». from the 10th to the 12th, there was a centre 
sduction. The multiplicity of forms taken by 
chnique of the carving and the iconography 
13th and 14th centuries Suggests that in all 
bility other centres of production had grown 
is believed that these centres were capable 
ly limited Production and for this reason 
craftsmen also carved objects intended for 
© use from other materials. This is con- 
d by finds from archaeological excavation’, 
' come from private houses. Moreover, 
ae Of the etkonidia and enkolpia which were 
“a iy Sacto as that of Vatopaidi, 
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Fig. 392. Eikonidion of St George (21 x 13.5 cm). The 
Saint, at full length, in military attire and armed, is 
rendered in relief. The silver revetment of the frame 
belongs to the 14th century with additions of a later 
date. 

11th century (icon), 14th century (frame). Steatite and 
silver. 


produced for private individuals - members of the 
upper social strata - receives confirmation. Such 
gifts - what are today called ‘tamata’, votive offer- 
ings made in fulfilment of a vow - demonstrate 
the great value which was attached in the Middle 
Ages, down to the 15th century, to these works of 
miniature art, which were usually framed with 
precious materials. 

The Monastery of Vatopaidi possesses four 
steatite eikonidia of the Byzantine period. 

The oldest of these is the eikonidion of St 
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Fig. 393. Eikonidion with scenes from the Dodeka- 
orton in three rows, in low relief (23 x 15 cm.). 14th 
century. Steatite. 


George (Fig. 392), executed mainly in low relief 
on a small tablet of green steatite. It has an addi- 
tional feature of interest in the shape of the silver 
revetment on its wooden frame. 

The good condition of the surface of the icon 
and the relief, in spite of the fact that steatite is 
easily worn down, means that the iconographic 
subject stands out in all its detail. The Saint, at 
full length, full-face, wears the attire of a soldier, 
rendered in accurate detail, the purpose being to 
depict a warrior-victor who defends the Faith - 


and the owner of the icon!!. it 
features of the face is very clos ea aa ere 
other steatite eikonidia of the 11th ae Be 
which are kept in the Vatican and the Khen 3 
Museums, respectively. pov 
This eikonidion, which on the evi 
iconographic and Stylistic features is to be dat 
to the 11th century, was acquired by the eed 
astery of Vatopaidi in the 14th century, accor 
ung to tradition as a gift from members of the fan 
ily of the Emperor John Cantacuzenus (1347. 
1354)", who lived at Ioannina. The fact that this 
icon of St George today has a wooden frame with 
a silver revetment of at least two different per- 
iods, of which the initial one ts the 14th century, 
lends support to this tradition. The initial 
cladding survives only on the frame of the upper 
part, and seems to have been made Specially for 
the eikonidion. It includes two circular medal- 
lions in high relief with enamel containing the 
name of the Saint in monogram form. In an effort 
to repair the silver revetment, two more plates 
have been added. The one on the lower edge of the 
icon has plant decoration, and the second, on the 
upper right edge, with a depiction ofa full-length 
figure, has an inscription which reads “TQ(vyne) 
O ®EOAOTOD” John the Theologian), and dates 
from the 12th-13th century. Both these metal 
plates must have come from the revetments of 
other icons, probably also in steatite™. 

The eikonidion of the Twelve Great Feasts 
(Fig. 393) of steatite is also said by tradition" to 
have been a gift to the Monastery from relatives 
of the Emperor John VI Cantacuzenus (1347- 
1354) from Ioannina, in the 14th century. The 
surface of the icon is divided into 12 compart- 
ments, the divisions between which are marked 
by a twisted rope band in high relief. The com= 
partments are arranged in four lines, three i 
each line, and the scenes which they contain fol- 
low the established chronological order. The com- 
position in each compartment retains the princt- 
pal figures only, because of shortage of space, 
while in an attempt to differentiate between levels 

and to create depth, the scale of the figures is Var= 
ied; in most cases the result cannot be described 
as successful'’. Nor does the iconographic stmplt 
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Figs 394 and 395. Double-sided processional icon (40 x 33 cm.) with an eikonidion in the middle (6 x 5.9 em.). 
Front: The Blessed Virgin in the type of the Hodeghetria in the middle and the Twelve Apostles in bust on the frame. 
Back: Six mounted warriors saints in the middle and the Ten Saints of Crete in bust on the frame. 14th century 
(icon), 16th-17th century (frame). Steatite (icon) and wood (frame). 


fication follow the same rules in all the scenes", 
which reveals that the choice was the result of the 
thinking of the craftsman himself and not influ- 
enced by or a copy of a specific model. The Do- 
dekaorton* is a popular subject in eikonidia of 
Steatite or jasper and the craftmen’s models nu- 
merous, usually drawn from paintings. Three oth- 
er eikonidia kept in the sacristy of the Vatopaidi 
Monastery with scenes from the Dodekaorton 
confirm the truth of this. 

The relief, rather low for the 14th century, the 
period to which the eikonidion is to be dated’, 
permuits a limited plasticity in the rendering of the 


bodies and of the arrangement of the folds of the 
garments. It it is interesting to note the care with 
which the heads of the principal, chiefly divine, 
personages have been portrayed, in contrast 
with the secondary characters, who sometimes 
are not even shown in full”. 

The small double-sided icon in Steatite (Figs 
394, 395) which comes next ts in the middle ofa 
larger wooden icon-frame. It is an interesting ex- 
ample of a processional icon22, because it com- 
bines two techniques of decoration and two mate- 
rials®. This steatite icon, which dates from the 
14th century, is believed by tradition to have been 
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oe? of Vatopaidi, Som 
: acqutred the fray 
which turned it into a Processional icon?. In 
terms of subject-matter. howey 
Mg has been brought int 
ae or to create a unified subject on eith 
HE’ Lus on the front the etkonidion has a de- 
Piction of Our Lady Hodeghetria - according to a 
relief uiscription” above the left shoulder of the 
Blessed Virgin - flanked by busts of two angels 
doing reverence in the upper corners. On the 
Wooden part of the icon depictions of the Twelve 
Apostles”, half-length, frame it. In the centre of 
the high-relief edge there is a bust of Christ ina 
hemisphere. which is borne by angelic powers of 
whom only the wings can be seen. These are prob- 
ably Six-winged cherubim, four of whom are 
shown in the four comers of the frame of the icon 
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€ two centuries later 
ne which it has today, 
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Fig. 396. Triptych, with double-sided central pan 
both sides of the central panel. The side panels ha 


imside) and a floriated cross (on the outside). 13. 
panels). 
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Figs 397 and 398. The other sides of the triptych of Fig. 396. 


lates, Procopius, and Nestor*! (lower row). They 
are mounted on heavy horses, dressed in military 
attire and hold swords or javelins. The lower row 
of riders is topped by a frame in the shape of arch- 
es. The subject on the wooden icon which sur- 
rounds this side of the eikonidion is, according to 
an inscription “OI AT()JOI AEKA MAPTYPE® / 
OI EN TH / KPYTH (The Ten Holy Martyrs in 
Crete)”, who are shown in bust form®. 

Another steatite double-sided eikonidion (Fig. 
396), similar to the one just described and deco- 
rated in low relief, has been converted into a trip- 
tych by the addition of metal side panels. The 
principal subject of this eikonidion is the Dei- 
sis*”, and it includes busts of saints arranged, 
full-face, on both sides below arched apertures, in 
successive rows with three in each row. 

In the first row on the front of the eikonidion 
Christ is shown in the type of the Pantocrator, 
flanked by the Blessed Virgin and St John the 
Baptist in the established stances of the Deisis. 
He is followed by two rows of warrior saints, 
most of whom can be identified by inscriptions 
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engraved in capitals which appear between the 

arches. They are (from the left) Sts Demetrius, 

George, and an unidentified saint in the first row, 

and the two Theodores and St Nestor (?) in the 
second. The saints shown on the reverse (Fig. 
398) are mostly hierarchs, but the poor state of 
the engraved inscriptions which accompany them 
does not permit the identification of all of them". 
This rendering of the Deisis on an eikonidion was 
regarded as “an extensive and visually organised 
view of how the person at prayer approaches the 
hierarchy of Paradise”®. 

The subject of the Deisis accompanied by hier- 
archs and physician and warrior saints is also en- 
countered on a steatite eikonidion of the 12th 
century in the Hermitage”, on which. however, 
the number of saints is smaller and they are 
shown at full length. 

In spite of the iconographic affinity of the 
Vatopaidi eikonidion with works of the 12th cen- 
tury, it is our belief that, on the basis of stylistic 
features, it can be dated to the 13th century. 

The metal addition which has turned the 








Figs 399 and 400. Bikonidion-enkolpion (3.8 x 2 
an archangel, full-length in milit 
depicted. 14th century (e 


eikonidion into a triptych is in all probability of a 
later date, but is still on the turn of the 13th cen- 
tury, as far as the style of the rendering, with the 
use of incised technique, of the figures of the two 
first Apostles permits us to hypothesise. In icono- 
graphic and stylistic terms, they are very close to 
the depictions of these two figures on silver cov- 
ers of three sacred books from Dalmatia, works 
produced by goldsmiths in Trogir and Split, with 

clear Byzantine influences, which are dated to 

the 13th century®” and illustrate the strong influ- 
ence of Byzantine goldsmithing on the flourish- 
ing goldsmithing of Dalamatia. 

Also of the 13th century is a steatite eikonid- 
ion from Thessaloniki showing the Apostles Pe- 
ter and Paul which has points of similarity both 
of iconography and style with the figures of the 
Apostles on the triptych®. 

Finally, the foliated cross of the Resurrection 
which is formed on their outer surface when the 
leaves of the triptych are closed shows icono- 
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cm), double-sided with 
J ary attire, is shown. On the b 
tkonidion), 16th century (frame). 


a jewelled frame (4.8 x 4 cm). On the front 
ack, two hierarchs in bust form in medallions are 
Jasper and gilded silver. 


graphic similarities with metalwork of the 12th 


century, such as is to be seen in the decoration of 
reliquaries®. 


Included among the votive offerings to the 
Monastery are enkolpia, which from the 4th cen- 
tury the faithful, mainly women and children, 
wore hanging at the breast as amulets to ward off 
evil. Enkolpia were, however, also made in the 
form of medallions, eikonidia, double or single- 
sided, and casket-reliquaries. Gold, silver, bronze, 
stone (steatite, jasper, etc.), and ivory were the 
materials from which they were made. Enkolpia 
made from stone also had a long and varied tradi- 
tion among the ancient Greeks and Romans. In 

the Byzantine period less importance was al- 
tached to them, and the themes of their decora- 
tion, which in the Early Christian period were al- 
so secular, after the Iconoclastic Controversy be 
came exclusively religious. Jasper, a semt-pre- 
cious stone in the category of the chalcedonies, of 





a deep green colour with markings of red or other 
‘ s, was particularly popular with the Byzan- 
tines”, who used it to make enkolpia, eikonidia, 
and even sacred vessels, while sardonyx, of 
which the Romans were so fond, was rare. From 
the point of view of technique and style, the carv- 
ing of the enkolpia of the Middle and Late Byzan- 
fine periods shows great skill and a knowledge of 
the artistic trends of the times. The Byzantine 
craftsmen in yet another case kept alive a form of 
art which flourished in antiquity and which at 
that time had been lost wr the West". 

The enkolpia which are kept at the Monastery 
of Vatopaidi show a variety of materials and 
styles and this contributes to a correct approach 
to the religious and personal objects possessed by 
the ruling class, chiefly, of Byzantium, as well as 
to the nature of the art which it employed to meet 
its religious needs. Moreover, their large number 
demonstrates the importance which the Monas- 
tery had for Byzantine society, particularly in the 
14th and 15th centuries. : 

A parallelogram, double-sided eikonidion of 
ereen jasper”, with an archangel on its front and 
on the reverse two successive medallions with 
busts of hierarchs (Figs 399, 400), has been 
turned into an enkolpion by a jewelled gold frame, 
which surrounds it and thus increases its size. 
The archangel, who is probably Michael, with his 
head inclined, is wearing military attire and has 
his large wings furled. Iconographic features 
place the work in the Palaeologue period (14th 
century)”. 

The decoration of the reverse side of the 
eikonidion shows originality, in that it has two 
medallions with busts of saints one above the 
other. This arrangement, customary in monu- 
mental painting, is encountered on tvory trip- 
tychs*' and brass plaques of the 11th century. 
There are traces of inscriptions around the heads 
of the saints“*, Unfortunately, they do not have 
individual characteristic features which would 
aid their identification. The jewelled frame has 
features which point to a dating to the 16th cen- 
tury”, 

Also of jasper is the next enkolpion (Figs 401, 
402), which has the Pantocrator in bust form, i 


colour 





BYZANTINE SMALL ART WORKS 





Figs 401 and 402. Enkolpion (44 x 3.7 cm.), with the 
figure of Christ Pantocrator in bust form and mount- 
ing with a perforated button-shaped relief. 13th century. 
Jasper and gold. 
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ae oe Enkolpion (4 x 3.3 em.) with the 
; trtst Pantocrator in bust form. 11th a 
per and gilded silver. ; 


relief figure 
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lief. The features of the 
face have been portrayed with plasticity and 
marked expressiveness. The same plasticity is also 
observable in the treatment of the folds of the gar- 
ments. These features lead us to date the work to 
the 13th century. A comparison with the steatite 
Pantocrator at the University of Philadelphia re- 
veals a striking iconographic and stylistic simi- 
larity™. 

The gold frame of the enkolpion should be dat- 
ed to the same period. This takes on the front the 
simple form of a raised double funicular band, 
but on the reverse the entire surface is covered by 
a knot-shaped pierced protuberance consisting of 
intertwined bifurcated bands. The similarity of 
this raised decoration with other examples on 
icon revetments of the Virgin from Lieges”, the 
Tretyakov Gallery, and Freissing in Bavaria, 
works of the 13th century”, is plain to see. 

On an oval enkolpion of jasper (Fig. 403), 
which has a silver frame with comers at the bot- 


tom é a 
eae an arch-shaped finial at 
i 
oan ie i bust form, in high relief, j cas 
el es hark rendering of th pe 
lands is more .. 
con . in 
the hardness Of the raters | aa oa Splte of 
> A . . : u He ‘ 
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y, Stylistically ; “ 


the late 10th or ee ae 
early 11th Century” ang ce 


Pantocrator on jasper at the Uni 

Philadephia®, a work of the 11th ie 
type of the Pantocrator on th 
Vatopaidi Monastery i 
works of the 12th cent 
tal enkolpion in the 


Benaki Mu SS 
5 Seum™ We he 
lieve, nevertheless, that the Vatopaidi work na 


stantinople*, 

A steatite etkonidion, more or less square in 
shape and treated with oil, bears a depiction of 
Our Lady Eleousa with the Infant Jesus, shown 
with a Particularly large body, in her arms (Figs 
404, 405). An inscription in capitals is engl 
on the background behind the heads of the fig- 
ures. The iconographic type of the Blessed’ Virgin 


is that of the Hodeghetria, a very commonly-used — 


type with many variations®. The particularly 


high relief and the sense of a third dimension 


which is created by it, especially in the rendering 
of the heads, is close in Stylistic terms to the 
steatite eikonidion, also treated with oil, of the 
Presentation of Christ in the Temple in the Bena- 
ki Museum, which has been dated to the 14th 


century”. Similarities between the two eikonidia 


can also be seen in the fact that both have an un- 
usually high outer frame and that in both cases 
the highest point of the relief is the heads, which 


are almost three-dimensional®. A similar treat-— 


ment of the drapery, particularly stressed in both 
works, with deep folds and soft curved lines, can 
also be found on works in metal of the same pert- 
od”. 
A silver plate with a zig-zag finial covers the 


back and forms the frame of the eikonidion™. This 9 
plate is decorated with a depiction i high relief 
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Fies 404 and 405. Double-sided eikonidion-enkolpion with zig-zag mounting (6.5 x 6 cm.).On the front. Our Lady 


Eleousa, in bust 


form and high relief. On the back, Sts Demetrius and George at full length, in military attire, in 


cast relief. 14th century. Steatite treated with oil (front) and silver (mounting and back). 


of St Demetrius (on the left) and St George (on the 
right), at full length, who stand, full-face, under 
arched apertures. Both hold a javelin in their right 
hand, while with the left they hold a shield 
against their leg”. 
The treatment of the subject is marked by ex- 
treme schematisation, and the high-relief band 
which frames it has an illegible inscription in re- 
lief". A silver reliquary, found in archaeological 
digs near some graves in the Balkans™, dating 
from the 14th century, is decorated with a subject 
in the same style and iconography. This reli- 
quary, which has on its edge wire twisted into a 
cyclidrical shape to hold a pair of pierced pearls, 
as the Vatopaidi eikonidion has, is a decisive 
factor in dating the revetment to the period of the 
13th-14th centuries. Moreover, the toothed finial 
framing the icon on the front is also known to us 
from works of the 13th century™. 
; The small jasper enkolpion with the Praying 
Theotokos towards its left (Fig. 406) has a jew- 
eee the 16th century". The back of this 
cd by a silver gilt plaque which is fastened 
to the eikonidion with eight small nails and has 


incised and enamelled decoration. This consists 
of a cross on a stepped base, with the inscription 
“IC-XC - NI-KA” between the arms and sur- 
rounded by a band without inscription. 

The iconographic type of the Virgin on the 
enkolpion, three-quarter turned or in profile, in 
bust form or at full length, repeats the type of the 
Theotokos of the Deisis and is encountered on 
medallions as well as enkolpia of the 11th-12th 
centuries. In stylistic terms, the hardness and the 
schematisation of the outline of the body does 
not preclude a certain power of expression. The 
way in which the carving has been done, though 
summary, renders the subject expressively. The 

simplified forms of the almond-shaped eyes, the 
trapezoidal nose, and the broad hands are regard- 
ed as characteristics of a number of cameos pro- 
duced in the 12th and 13th centuries, such as two 
from St Petersburg and Rostov with the same 
subject, and a third in the Dumbarton Oaks col- 
lection. 
An enkolpion of sardonyx with relief in two 
layers (Fig. 407), chestnut and cloudy blue in 
colour, has a depiction of St George at full 








Fi > : ; 
ane apo, Enkolpion with jewelled frame (3.2 
corse eee bust form in an attitude of 
5 1-13th ce asper (enkolpi 
gilded silver (frame), agg CrolPion) 


length, as we are informed by an engraved in- 
scription which frames it”. A frame in high relief, 
semicircular in section, stresses the oval shape of 
the enkolpion; it is decorated with a pair of 
pearl’*, We can date this work, for reasons of 
epigraphy, iconography and style to the 11th- 
12th century”. 

The depiction of the Archangel Michael on the 
Oval jasper enkolpion (Fig. 408) differs from that 
on the two-sided eikonidion (Fig. 399). Here the 
archangel is shown full-face and at full length, on 
a base which can just be made out. He holds in his 
right hand an unsheathed sword in front of his 
shoulder, with tts scabbard in his left. His large 
wings are open. At the level of his head the abbre- 
viations “OX - M’, that is, the Archangel Michael, 
are engraved. 

The way in which the subject is rendered is 
linked in terms of iconography with the mosaic in 
S§t Sophia in Constantinople” and can also be 
geen in a group of nine similar works which be- 


x I em.), 





Fig. 407, Enkolpion with St George at full length as a 
foot soldier, in high relief (4.2 x 3 cm). 11th-12th 
century. Sardonyx (enkolpion), gold with pearls 


(frame). 


long to the Palaeologue period”, Iconographically 
closer is an enkolpion of the 10th-11th century in 
the Cabinet des Médailles in Paris”, in spite of 
certain small simplifications, such as the omis- 
sion of the cingulum. Stylistically, however, the 
greater plasticity observable in the treatment of 
the drapery and the rendering of the wings and ro- 
bust body of the archangel leads to a dating to the 
12th century. 

Of particular interest is a circular double-sided 
gold enkolpion (Fig. 409) which combines two 
techniques in its decoration: on the front the tech- 
nique of high relief, on two levels, and on the 
back that of engraving. Thus the subject of Christ 
enthroned giving His blessing as He holds a 
gospel book on the front is rendered in high relief 
in the centre of the medallion and framed by a 
band of low relief with bifurcated high-relief out 
lines, decorated with an undulating tendril. The 
nimbus with its inscribed cross and the abbrevia- 
tion “IC - XC” which surrounds the head of the 
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ve been engraved. The iconogra- 
novations, but stylistically this 
ief, particularly of the head, 
ie emphasised by the incised nimbus, 
; milarity to the relief heads of 
hich form the decoration around the 
Thomas Prelumbus (see Fig. 426 be- 
an enkolpion showing the Pantocra- 

low), ane a eosin? of St John the Divine on 
oa Se which Italian origins have been 
recogsed am the subject has been rendered by 
om a of engraving which imitates cham- 
ie as en basse taille. This is a bust of 
full face, in military garb, standing 
punched background togeth- 

on ith the inscription which frames him". The 
a of the frame, with intertwined undulating 
oeertet also stands out from the ring-punched 
cround. While the iconographic details of the fig- 
are have been rendered by engraving, an effort 
1as been made by light rubbing to produce 
hiaroscuro, which shows very clearly the influ- 
nces of painting. The portrayal of the features, 
vith the downcast glance of the large eyes, ts re- 
ated to Byzantine art, while, on the other hand, 


ocrator ha 
rows mo Ut 
with tts high rel 


pant 
phy sl 
work. 
which 

shows € 
angels Ww 


, marked st 


Chalice o! 


a techr 
nlevé. known 
I 


st Demetrius, 
against the ring- 


I 


ne 
— 


i 
| 
\ 


BYZANTINE SMALL ART WORKS 





Fig. 408. Enkolpion with the Archangel Michael at full 
length and gold framing (4.7 x 4 cm.). 12th century. 


Jasper (enkolpion), gold (frame). 


Fig. 409 and 410. Double-sided enkolpion (diameter: 5.1 cm.). Front: Christ, in the type of the Pantocrator, 
enthroned, in high relief. Back: St Demetrius, bust, in low relief. Second half of the 14th century. Gilded silver. 
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sided enkolpion with cast re 
etrius, at full length, frontal. 


Figs 411 and 412. Double- 
in bust form. Back: St Dem 


the plant decoration of the band of the frame has 
links with Italian art’. The similarity of the tech- 
Toe ee of this enkolpion with those of 
t ssels donated by the Despot of Ioan- 
nina Thomas Prelumbus (1367-1389) to the 
Monastery of Vatopaidi (Figs 426, 429, 430) is 
striking and it probably formed part of the same 
donation. There are also marked likenesses in the 
style of decoration with a portable altar of the 
15th century” in Italy. However, the linking of 
this enkolpion with the gift of Thomas Prelumbus 
to Vatopaidi puts it in the second half of the 14th 
century’. 

The double-sided enkolpion (Figs 411, 412) 
with a bust of Christ in the type of the Pantocra- 
tor on the front ts in the form of a medallion. On 
the reverse side it has St Demetrius, at full length, 
full-face, in martial attire, with a leaf-shaped 
shield held with his left hand and a javelin resting 
on the ground in his right. A high-relief inscrip- 
tion frames the figure of the Saint, occupying the 
free space around it”, and contributes to the iden- 
tification of the subject. 

Similar cast works of the 6th century came 
from the imperial mints and were produced on 


lief decoration (diameter: 3.6 cm.) 
14th century.Gold. 





-Front: Christ Pantocrator 


a see oped for the imperial fam- 
midis inte cane tons at a later period were 

( Plates attached to one another 
which formed the two sides®. In the case of the 
Vatopaidi enkolpion a nail has been added in its 
centre, probably at a later period. There is a border 
of raised dots on both sides of the enkolpion as on 
coins. The jewelled mounting must also belong to 
a later period*'. 

In iconographic terms, the themes of the deco- 
ration of the enkolpion show no innovations. 
Stylistically, however, their rendering is very 
close to the two warrior saints of eikonidion Fig. 
405 and on Palaeologue coins™, particularly as 
regards the depiction of the Pantocrator. A dating 
of this work to the 14th century is, in our opinion, 
very probable. 

Amongst the most interesting of the treasures 
preserved in the sacristy of the Monastery of 
Vatopaidi, and also one of the most valuable, be- 
cause of its rarity, is the small silver kivotidion 
(casket) of St Demetrius, which must have been 
used as an enkolpion®, and has a direct link with 
the cult of the Saint in Thessaloniki in Middle 
Byzantine times (Fig. 413). This casket is one of 
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uction of the casket, like that oi oth- 
ldsmithing of a similar use™, has 
Thessaloniki workshops, the 
here of St Demetrius and the 
h from the saint’s body”, in 
rion with the changes which this appear- 
ue rh brought about in the shrine®. 
of aan is ‘in the shape of a rectangular 
Hlelepiped with a cross-shaped handle on one 
ne narrow sides, from which it could be sus- 
ot a ine four vertical sides, the cover and the 
la of its base are decorated with em- 
hossed scenes on silver gilt plaques. The outer 
over of the casket, ofa thickness of 1 cm, ts slid- 
‘ig with chamfered edges. When it is drawn 
aa a second cover is revealed, in which there 
two openings, closed by two small leaves, 

h of which is decorated with embossed depic- 
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tions of saints. Behind the leaves of the upper 
opening there is an icon of St Demetrius in bust 
form, while the leaves of the lower opening cov- 
ered a dark-coloured mass, believed to be blood 
and myrrh from the tomb of the Saint. 

The casket is a miniature of the sarcophagus 
which stood inside the famous ‘ciborium’ of the 
Church of St Demetrius in Thessaloniki®, and it 
is believed that the scenes with which it is deco- 
rated are closely related to the decoration, now 
lost, of that church, the character of which was 
par excellence votive. Thus these compositions, 
which we shall examine in greater detail below, 
may be regarded as the earliest copies which we 
have of the large works which adorned the 
Church of the Myrrhobletes* in Thessaloniki, 
which are now gone for ever. 

More specifically, this decoration consists of 
the following subjects: 

On the outer sliding cover (Fig. 414), St Demet- 
rius is shown, at full length on a cushion, full- 
face, in an attitude of prayer, in elaborate patri- 


413.Casket-enkolpion containing blood and earth soaked with the blood of St Demetrius (11.7 x 6.5 x 6.5 em.). 
- relief decoration with scenes from the life of the Saint and his figure is linked with the 'larnax' and the ‘corpse’ 
ch were within the ciborium of his church in Thessaloniki. Second half of the 12th century. Gilded silver. 
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Figs 414 and 415. The upper sid 


clan's attire, with an engraved inscription giving 
his name around his head”. The relief, which is 
high and in the rendering of the hands almost 
three-dimensional, is marked by its plasticity and 
the care which has been taken in the depiction of 
the face in particular, which most probably had a 
specific model from the larnax of the Saint. 

The inner cover and the shutters (leav 
the two Openings of the casket are today® 
rated with depictions, at fu 
Sts Cosmas and L 


es)’ of 
* deco- 
ll length, full face, of 
upus (above) and Sts Nestor 
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e and the interior of the casket of Fig. 413. 


and Damian (below). Evidence for the presence 
of Sts Cosmas and Damian on kivotidia of St 
Demetrius is provided by an epigram of Manuel 
Philes and by the casket in Halberstadt”. 

The figure of St Demetrius, as it appears on the 
upper shutter of the casket is similar to that on 
the cover, but here the Saint is shown dead with 
his eyes closed and his hands crossed on his 
chest. A similar depiction is to be found on other 
caskets used for the same purpose”. This links 
this depiction of St Demetrius with the cult sar- 
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rus in the ciborium of his church in Thes- 
ha 7 as we have pointed out above. 

‘sides of the casket are decorated with 
from the life of the Saint, two on each of 
ig and one on each of the short sides. They 


‘ranged in chronological sequence. The 
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scenes of ‘the Saint in prison’ and ‘the Saint 
killing the scorpion’ are on the same long side 
(Fig. 416) and are separated by a vertical line of 
raised points. An architectural framework, proba- 
bly intended to represent the prison, which is re- 
peated in most of the scenes on the casket, takes 
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Figs 418 and 419. The short 


the form of a building with a tiled roof and a 
dome, built in ashlar, with an pointed single- 
frame window and two columns from a colon- 
nade in front of it”, 

In the second scene, the Saint is sitting in the 
same building with his head bent, looking at the 
€nornlous scorpion which is raising its pincers in 
front of him, and with his right hand raised in 
blessing. This scene seems to be following the 
Narrative of Metaphrastes, but omits the angel 
who, according to this®®, was present. On the low- 
er short side is the scene of the visit of Nestor (Fig. 
419). The inscription which fills the space be- 
tween the two figures and in front of the outers 
has clearly between garbled by the engraver”. 
The rendering of the scene follows the ieee 
of the Synaxaria (Migne, PG 1857, 116,1 he ve 
1193 xiii), as well as other versions of the life o 


101 


Saint in wall-paintings'”’. sine 
ee: is followed by the scenes of the killing of 


Lyaeus by Nestor and of the martyrdom Ee 
i c 
int g side. The two scenes la 
Saint on the other long | ic 
any separation, and some items of the oe er ie 
urst urle 
he first, Nestor has 
to the other. In t Nest he 
spear, and his adversary is lying on the ae - 
This scene’ is marked by realism, eae 
somewhat diminished by the SOE as ae 
details within the narrow confines 0 





sides of the casket of Fig.413. 






available. The scene which follows, that of the 
martyrdom of the Saint, is presented with striking 
econonry. St Demetrius, standing", receives the 
Spear thrusts of the soldiers, while his hands are 
held out in supplication towards the hand of God, 
which blesses him. The economy of the iconogra- 
phy must be attributed not only to the shortage of 
available space, but also to the prevailing trends 
in the period when the work was produced - the 
12th century. 

Finally, from the iconographic cycle of the 
many miracles of the Saint which we know 
adorned the Church of St Demetrius in Thessa- 
loniki’”, two are shown here: the “Healing of Mar- 
cian’ on one of the short sides (Fig. 418), and the 
‘Driving away of the Slavs besieging Thessaloni- 

i Fig. 391). . 
- Loe ee miracle, the Prefect of made 
who was afflicted with paralysis, according Oe 
‘Book of Miracles’ (Migne, PG 1857, me: Re. 
xix). is shown lying on a pallet, while t a a 
stands by him and blesses Wee crs a 
realised that he is there, proba ea 

i % Saint to him. The 

“appearance in a dream’ of the Ws 

mposition is in summary form al oA 
me ‘eth of Miracles, which ts also 
the inscription which accompan 


(Migne, PG 1857, 116, 1217). 


In the scene of the Driving away of the Slavs 
besieging Thessaloniki, the greater Part of the 
ne is taken up by the depiction of the ashlar 
atte and gate. The Saint is shown above the gate 
areer than life-size, in military attire and with a 
enormous javelin as he is attacking a group of 
mounted soldiers. This scene ts from the second 
siege of Thessaloniki by the Slavs and Arabs in 
586. which, according to the ‘Book of Miracles’, 
ae lifted by the intervention of the Saint (Migne, 
PG 1857, 116, 1288 exit, et seq.). The models for 
the treatment of the subject must have been simi- 
lar compositions which adorned the church in 
Thessaloniki”. 

On the basts of tconographie and stylistic de- 
tails'”’, this casket has been dated to the mid 12th 
century: it is believed to have been made in Thes- 
saloniki'’. 


Sacred Vessels 


In Byzantium, it was established by the 9th 
century that the sacred vessels, that is, the ves- 
sels used in the sacrament of the Holy Eucharist 
and permanently placed on the altar, should be 
made from precious materials and Should be 
sumptuously decorated. Unfortunately, it is for 
that reason that so few of them have survived - 
chiefly in cathedrals of the West, as booty of the 
Crusaders. These works demonstrate the great 
ability shown by the craftsmen of Byzantium in 
conceiving designs and composing works of dec- 
oration, often blending techniques, while at the 
same time following the trends iN major art and 
ibsorbing the influences of the times. Sacred ves- 
sels, crosses, bindings of sacred books, mount- 
igs for crosses, and revetments of icons are ex- 
mples of Byzantine religious silver and gold- 
mithing work, now Scattered among Western 
athedrals and Orthodox monasteries, which 


roves to be inno way urferior to the other expres- 
‘ons of Byzantine art. 


The Monastery 
I the most import 
hese are works 
erial family 
| with certai 


of Vatopaidi possesses some 
ant treasures in this category, 
acquired by donations of the im- 
to the Monastery which can be dat- 
nty, thus providing reliable criteria 
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for the 


Study and classification of similar materi- 
al. 


One of the most notable tre 


asures in this cate- 
gory is the chalice 


known as the jasper (Figs 
26, 420), which is regarded as one of the finest 
works of Byzantine goldsmithing of the Palaeo- 
logue period. It belonged to the Despot of Mystras 
Manuel Cantacuzenus Palaeologus (1349-1380) 
and was donated to the Vatop 
The connection with M 
monoger, 


aidt Monastery"”. 
anuel is based upon four 
ams with which the Octagonal base is dec- 
orated, as they alternate with busts of hierarchs, 
all framed by circular medallions'". The metal 
rim of the lip has inscribed on it the “the saying of 
the Lord” - the eucharistic prayer from the Litur- 
gy of St Basil'?. This inscription confirms that its 
Purpose was to serve as a chalice, even though 
both the shape of the calyx", and the traditions 
to do with cures of poisonings!"4 presuppose an- 
other, Perhaps earlier, secular use. Perhaps the 
calyx had such a use initially, before it was 
mounted with silver gilt and converted into a eu- 
charistic chalice’. 

The calyx of the chalice, in the sha 
With a wide lip", is made of j 
base, the handles, the foot - the stem, that is, 
which Supports the calyx and fastens it to the 
base - and the rim around the lip are of silver gilt 
and are decorated with the champlevé technique 
of relief, which for the rendering of pictorial 
themes is combined with high relief, 

The jasper from which the calyx of the chalice 
has been carved was solid and large, w 
Particular value and rarity, while the way in 
which it has been smoothed points to a Constan- 
tinople workshop!”. The Mounting is also of par- 
ticular interest, since it bears evidence to “the 


powerful penetration into Late Byzantine art of 
Western influences™™. 


pe of a kylix 
asper. Its octagonal 


hich lent it 


On the base, with its eight triangular compart- 
ments, the busts of hierarchs!"? in iconographic 
terms follow Byzantine models and are connect- 
ed with the Divine Liturgy. The medallions which 
Surround them are framed by spiralling scrolls 
which end in lush leaves or blossoms and are ren- 
dered in low relief, while the matted background 
creates a differentiation of colour, which helps 








Fig.420. The ‘Jasper’, according to tradition the gift of the Despot of Thessaloniki Andronicus Palaeologus. 


to bring out the subjects. 

The polygonal knot which divides the stem into 
two parts has three bands of compartments, of 
which the six of the middle band are decorated 
with medallions which contain, alternately, 
mythical beasts and cruciform interlacing, while 


Fig.421.Detail of Fig.420.The inscription on the rim. 





spiralling folliage fills in the background. The 
cruciform interlacing ts also to be found on knot- 
shaped bosses of 14th-century sculptures, while 
the mythical beasts, in the shape of a leonine 
dragon, sometimes winged’, are most probably 
derived from a heraldic emblem. Here the dragons 
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Figs 422 and 423. Details of Fig.420. The monograms with the name of the owner: "Manuel Palaeologus”. 


are used as decoration, without the symbolic im- 
plications which they have in the case of other 
objects produced by secular goldsmithing in the 
late 14th century’, and in architectural sculp- 
ture of the 13th century. 

Handles in the shape of dragons, considered to 
be a Gothic feature’, attach the lip to the knot of 
the stem. The dragons, which are winged, but 
have their wings furled, have long tails of great 
elegance and suppleness which end in a second 
head. The way in which they are rendered stresses 
their decorative rather than their monstrous 
character™. 


Figs 424 and 425. Details of Fig.420. 


Western influences are also to be seen in the 
precious chalice with cover (Fig. 426), decorated 
with semi-precious stones and pearls, the gift of 
the Despot of Ioannina Thomas Prelumbus 
(1367-1384)', according to an inscription in 
enamel on the base. The chalice was accompa- 
nied by a paten (Fig. 429), and an asteriskos* (Fig. 
430), a spoon'*®, and, most probably, an enkolpi- 
on (Fig. 409). The donor is probably associated 
with other treasures of the Monastery (Figs 392, 
393), which, according to tradition, were given to 


the Monastery “by relatives of Cantacuzenus 
from loannina™”’. 
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Figs 427 and 428. Details of Fig.426. 


The chalice, richly decorated with translu- 
cent enamels (translucide’)'” on an engraved back- 
ground which imitates champlevé and is sur- 
rounded by nailed pearls, is an example of a syn- 
thesis of Western and Byzantine decorative fea- 
tures and techniques. 

Its calyx, bell-shaped and slightly elongated, is 
of a shape familiar from the 10th-11th cen- 
turies'*®. It rests ina socket of similar shape and is 
supported on a hexagonal foot with a spherical 
knot; the base is divided into six triangular com- 
partments with semi-circular inclined lower 
edges. An unusual feature is the fact that it has a 


Fig. 426. Chalice, the gift of the Despot of Ioannina 
Thomas Comnenus Prelumbus (height 39.5 cm. 
diameter of base 19.9 cm., diameter of rim 14.2 em). 
The chalice has a cover with a statuette of Christ en- 
throned. The calyx, the foot and the base are decorated 
with angels, apostles and saints in translucent enamel. 
The dedicatory inscription appears on the ‘knot’ of the 
chalice. Second half of the 14th century. Gilded silver, 
enamel, pearls and semi-precious stones. 


circular convex cover, on top of which rests a 
Statuette of Christ enthroned, giving His blessing 
with both hands. This iconographic type of Christ 
is also to be found in works of small-scale art and 
chrysobulls* in which a sacred person blesses 
saints or benefactors''. 

The decoration of the base is a combination of 
high relief, in which six busts of angels have been 
rendered, and the engraving of the carpet of fo- 
liage which surrounds them. This combination is 
known from works of the 15th century, perhaps 
from a Western workshop". The rest of the deco- 
ration of the chalice is pictorial and is rendered in 
translucent enamel, a technique encountered in 
Venetian works of the 14th century'*, but in a 
Byzantine style’. The iconography of the deco- 
ration, which consists of Christ, the Theotokos, 
angels, apostles, and saints, usually in bust form, 
whose iconographic relation with the paintings of 
a doctrinal nature in the sanctuary of churches is 
manifest’, seems to relate to the doctrine of the 
Incarnation and the Holy Eucharist, and this is 
confirmed by the engraved inscription, of eu- 
charistic content, on the lip of the chalice. A simi- 
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; ich consists of verses dealing with the 
en Cad pene a He a SS ele of the cross and the eae 
; aten of the 11th century ™. =f us : l = : ee isthe lostingro 
Bcc of the inner ZO ate ce Bie ase core iatat™ canine 
CIBER ss age Pie per filled five gilt medallions framed with rays*®. 
nique, while those of the outer Zee ie i 5 ee feng sii a" ce He ovSes 
with engraved SOLEUS we Ce of the ee with an extra horizontal arm 
in aeael ork es ar osha from on the lower part, placed obliq uely, is peered 
ne bapa ae with the Divine Liturgy, common in Russia, as Uspenskij notes ts At the 
oa d : ietions of Our Lady Platytera* ends of the arms there are medallions containing 
ae a ine cH i busts of sacred persons, whose background and 
‘ ote pace the semt-circles are filled nimbuses and the decoration on their garments 
by an eee of eucharistic content in alter- are completed with dark blue sie Bae 
nately black and red enamel'*, which is linked enamel, which, unfortunately, has ag y ea 
with the iconography of the decoration. Thus, in lost. The medallions, like the rest of the st ‘ 
iconographic terms, the decoration of the paten is revetment, have been nailed to the wooden core. 
certainly within the spirit of the Orthodox At the point where the vertical and the large hort- 
Church and of its art in the 14th century, even if zontal arms are joined, there isa parallelogram 
its technical execution, the translucent enamel, compartment with a depiction of the Descent into 
that is, has followed Western modes. Hell, which is flanked by two smaller compart- 
We believe that included in the same gift ments of the same shape, with full-length figures 
Fig, 429. Paten (height 2.7-3.5 cm diameter of ri F . ; 3 should be the ‘asteriskos"” (Fig. 430) which has of saints. These compartments ie aatae today 
BeiSiem) the eift Of the Deseo ts ey eee. Asteriskos (height 12 cm. or 15 cm. with the an engraved inscription the lettering and framing by the later addition of the one allion with eee 
Comnenus Prelumbus, together with the chalice (Fie Tonnies also the gift of the Despot of of which show striking similarities with the in- The following subjects are shown on the medal- 
426) and the asteriskos Fiz. ESO) GE haS A dedications dimen aes adore aS A three- scriptions of the two other vessels which formed lions: on the small horizontal arm (Fig. 432): the 
inscription on the back of the bottom. Sesgna half of sirips\of metal eeeee half of thet the two part of the gift. Its sole decoration, at the point Preparation of the Throne in the centre, flanked 
the 14th century. Gilded silver, semi-precious stones, Gilded silver. Cer Ly where the rectangular plates placed crosswise 
Pearls and enamel. 


by two archangels, shown to the waist and doing 
reverence; on the extremities of the middle hori- 
zontal arm: the Theotokos and St John the Bap- 
tist, today covered by the later additions; on the 
oblique arm: medallions of the First of the Apos- 
The paten (Fig. 429), which, according to the rosettes and the dove into eight parts and its text tles Peter and Paul. At the bottom of the vertical 
inscription on the outside of the bottom™®, formed (Matthew 2: 9-10) is a reference to the symbolism arm, a medallion encloses a depiction of Sts Con- 
part of the gift of the Despot of Ioannina Thomas of the asteriskos'°, Stantine and Helen, who are holding a similar 
Prelumbus (see Fig. 426), is in the shape of a cir- cross, also with an extra, oblique, arm. This 
cular plate, divided inside and out into three con- 


meet, is a three dimensional dove and among the 
words of the inscription there are eight-petalled 
rosettes in a little circle in basse taille relief '®. 
The inscription" on each plate is divided by the 
lar iconographic pattern is encountered on chal- 
ices as early as the 10th century’**. The inscrip- 
tions'*? which accompany the iconography, both 
uv enamel and engraved, are in Greek and use the 


Of the processional crosses preserved in the 
forms of abbreviation established in the 14th 


Monastery of Vatopaidi, it is the so-called cross 


) medallion is, unfortunately, very worn, and the 
century. centric zones. The smaller, in the middle, is cireu- of Constantine the Great which is bound up with subject, to which in all probability the cross owes 
The figure of Christ enthroned as a three- lar (diameter: 8.5 cm.) and contains an inlaid one of the Monastery’s oldest traditions, even its traditional name, is hard to distinguish. This 
dimensional statuette on the lid and the busts of medallion with the scene of the Lamentation at though it cannot go back to the time of Constan- type of decoration is found on crosses of the 12th 
angels on the base of the chalice have similarities the Tomb depicted in translucent enamel and by tine (Fig. 431), This Cross, in its present position century intended for a similar use, the closest ex- 
with works of a Venice workshop of the 13th cen- engraving™'. The composition uses iconographic above the altar, 's especially imposing. It is clad ample being a cross of the 13th century said to 
tury'*. Thus, in a first approach to the chalice types established in the Byzantine art of the 14th pe ey with Silver plating which bears plant have belonged to Manuel I Comnenus of Trebi- 
and the other vessels of the gift of Thomas Pre- century” and is accompanied by the inscription mee 1 relief, to which enamel medallions zond™. The plant decoration which covers the 
lumbus, they may be attributed to Greek crafts- “H AIIOKA@HAOCIC (The Deposition)”, "4 Re lee oo oval opinions to the con- body of the cross and the medallions shows a 
men who were working in Venice or who had stead of the more usual Lamentation at t : aed he fen expressed sp the silver revetment Striking stylistic likeness to the revetment of the 
been influenced by workshops of that city in the Tomb olive two Outer zones are in the sad He ese a single pertod. The additions of a icon of the Apostles Peter and Paul (Fig. 29), 
third quarter of the 14th century’. a medallion which encloses a rosette formed by ate are, first, the Wscription on the b 


ase, which can be dated, thanks to a surviving inscrip- 
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tion, to the 15th century and is said to have be- 
longed to the Despot Andronicus Palaeologus 
(1408-1423). We may suppose it probable that 
this cross was yet another gift of the Despot, be- 
fore he himself became a monk. 


Revetments of Icons 


Gold, silver or silver gilt revetments of icons, 
sacred books and other objects, chiefly of wood, 
such as the cross of Constantine which we have 
discussed, have a long tradition, going back to the 








0. 


Figs 431 and 432. The so-called Cross of Constantine 


the Great, in the (ype of a resurrection cross with an — 
oblique arm at the feet, relief cladding and figurative 
medallions (height 106 cm., length of large arm 57cm, 
diameter of medallions 9 cm). With later additions in 

the form of star-shaped appliqué ornamentations. 
15th century (cladding), 19th century (star-shaped 
ornamentations). Silver, enamel and wood. 


early centuries of Christianity. The revetments on 
icons'’” are a kind of votive offering, familiar 
from the Middle Byzantine period, which demon-— 
strates the devotion of the faithful, contributing ’ 
at the same time to the “achievement of the moral 
effulgence of the holy icon™*”. It is a supplication ; 
of the donor which craves his entry into Par 
adise’*. In describing the gold revetment of an 
icon, the Byzantine poet Manuel Philes’® likens — . 
the plant decoration of the background of the icon 
to the garden of Paradise: “I look upon the golden — 
Eden of the icon... a 
It is believed that the revetments of tcons, — 
made of fine sheets of precious metal, usually sil- 
ver gilt, and decorated chiefly in high reltef, imi 
tate, in a cheaper manner, icons from metal icon 
stands, of gold or silver, very probably cast in re- 
lief, which adorned the imperial churches of Con- @ 
stantinople. These revetments in the Middle 


tine period covered the entire surface of the 
1 


ON are thile in the Palaeologue era they were 

re fil i the background of the icon and tits 
Lane frame was usually wide enough to per- 
ae sortrayal of busts of saints, scenes from 

hs Gael or scenes from the lives of saints, 
e ‘ 


which followed the iconographic peasant 
from painted tcons without a revetment Re which 
the main subject and the secondary Scenes on the 
‘ame are juxtaposed, thus increasing the impor- 
tance of the icon in the eyes of the faithful. Thus 
he decoration of the frame of the icon with the 
Deisis or the Preparation of the Throne on the up- 
per part and saints, in bust form and in an atti- 
ude of supplication, on the other sides, was re- 
sarded as an expression of prayer on the part of 
the donor for the salvation of his soul. Moreover, 
on the frames with their depictions of narrative 
cycles from the Gospels or hagiographical cycles, 
one can see an effort being made to provide a re- 
minder of events which are linked with the life of 
the central figure of the icon. The iconographic 
pattern of this type has tts roots in late antiqui- 
ny 
Most of the surviving revetments belong to the 
period of the Palaeologues (14th-15th centu- 
ries)'". Among them, pride of place goes to the 
revetments of the icons of the Vatopaidi Monas- 
tery. In this period, two techniques were predomi- 
nant in their production: that of high relief (aw re- 
pousse) and that of metal threads used to form 
framing'. These techniques co-exist chronologi- 
cally in the late 14th and early 15th centuries, 
and, moreover, frequently in the same work - a 
fact which confirms the view! that the technical 
and stylistic features of the revetments cannot 
lead to reliable datings'®. However, the claddings 
of the icons in Figs 3, 318, 433, 438, 439 of the 
Vatopaidi Monastery have been dated with rela- 
lve certainty, on the basis of reliable features 
such as inscriptions (Figs 313, 433) or the style 
of the painting of the icon to which they are fitted, 
by reason of which they have been attributed to a 
ee Wiel stanespll or Thessaloniki. In 
Vane a PCIE of the Monastery of 
sce rele Otjstylg between their 
: and depictions in sculpture in 
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churches whose dates are known and with He 
artistic trends which these represent are he be 
ful. Workshops outside major urban COMES 
such as Constantinople or fiitessalorwiey have 
been identified in provincial monastertes ; - Lt us; 
then, very likely that on the Holy Mountain, eng 
particularly at Vatopaidi, there should have been 
silversmithing workshops, operating chiefly in 
the post-Byzantine period”. : 

The reverence accorded to revetments of tcons 
in the Byzantine period is demonstrated by the 
fact that they are described by men of letters like 
Manuel Philes, and that they were re-used when 
the original icons for which they were intended 
had been lost (Figs 433, 434) and repaired by 
means of later additions when they had suffered 
minor damage or wear (Fig. 433). In cases where 
the wear or damage was serious, the old revet- 
ment was not removed, but covered with a new 
one (Fig. 439)!. 

The revetments of the early 14th century com- 

bine a variety of techniques, such as openwork 
reltef, with or without enamel, high and low relief 
or relief champlevé with enamel, while at the end 
of the century and in the early 15th century the 
technique of filigree prevailed. Thus, since the 
materials at the Vatopaidi Monastery followed 
this order, it leads to an approximate chronologi- 
cal classification. The first category includes re- 
vetments Pig. 3, 29, 433, published by Grabar'”, 
with the exception of the unpublished Fig. 84. In 
this category there are features in common in the 
decoration, such as the alternation of pictorial 
panels with those of purely decorative character 
on the frame, the presence of raised button- 
shaped embellishments with intricate plant inter- 
lacing, the stylistic affinity in the rendering of the 
scrolls which make up the background of the pan- 
els of decoration and, in some cases, the back- 
ground of the icon, and the similarity of subject- 
matter and style in the decoration of the strap 
which links the frame and the background of the 
icon. These features could point in the direction 
of a shared artistic trend, influenced by contem- 
porary sculpture, which governs the Silver- 
smithing of revetments, icons and Sacred books in 
the early 14th century!7!, 
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The revetment is divided into three main parts: 
the background, the frame, and the nimbuses. The 
cladding of the background has been effected bya 
Single sheet of metal covered with continuous 
rows of small crosses and palmette-like embell- 
ishments'”, rendered in dark blue champlevé 
enamel, which is worn at many points. The raised 

openwork nimbuses are decorated with fine ten- 
drils - only at the edges ending in leaves - which 
spiral and intertwine in octagonal interlacing, in 
pairs'’®. These decorations alternate with circular 
raised ‘buttons’; in their case, however, the spaces 
between the tendrils are filled with enamel in two 
colours'”, cobalt blue and turquoise. The strap 
between the background and the pegs ae 

ed with interlacing birfurcated straps yes ug 
day have at many points been replaced by plate 
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enamel, now lost. 

Typical of this work is the raised demarcation 
of the panels of the frame and of the nimbuses, 
which imitates embroidery’, Also worth noting 
is the similarity of the decoration in technique 
and style with the binding of a sacred book of 
1453", with revetment No. 21, and with the 
revetment of an icon which can be reliably dated 
to the late 13th century'**, 

Belonging to the same category is a second 
revetment of an icon of the Theotokos of the type 
of the Hodeghetria (Fig. 184), known as the 

Elatovrytissa’™. This is an icon of the last quarter 
of the 14th century with its silver revetment, 
which covers the background, the nimbuses, the 
frame and the strap which links this with the 
background, constituting a single whole, virtually 
intact'”. Interlacing in low relief, consisting of a 
tertwining tendrils, which form ‘woven oe 
ornamentations, denser on the background o 





{ more widely-spaced on the panels of the 
: i j > o > o 
ae principal decorative theme. The gaps 
are filled with half leaves or four- 


icon. 
frame. tS the 


; created : 
es ‘od blossoms. The same theme, appropriately 


petalled ters the bosses in openwork which, 
modified, ae res, adorn the middle of each 
inscribed ue cae strap which links the 
SO ae i background is decorated with 
Wee ree palmettes, as is the corresponding 
sche ae case of the mosaic icon of the Cruci- 
kee Ween 345)'*?. At the corners of the 
eae ‘ B aoe Tages with half-length depic- 
pales =the penta Isaiah (top left), St John the 
Ot ae right), and the Apostle Matthew!®5 
ae right ). The panel at the bottom left corner 
ne not survived. The figures are in low relief, the 
folds of their garments and the features of the 
face, which are not lacking in plasticity and ex- 
nressiveness being rendered by engraving. The 
decoration on the nimbuses of the Theotokos and 
of Christ differ from the rest of the revetment. The 
background of the nimbuses has been filled in 
with dark blue enamel, while the nimbus of the 
Blessed Virgin is covered with complexes of bi- 
furcated straps which resemble those found in 
other similar works! The ormamentations with 





pairs of palmettes between the arms of the cross 
f 


35. Detail of the 










icon of the Crucifixion 
314) with re. ent on the frame. 14th 
tury. Wood an SS paste (icon), silver (revet- 


ment). Dimensions of icon: 33 x 30 cm. 
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which ts inscribed in the nimbus of Christ ate 
closer to the intertwining palmette-like tendrils of 
the panels of the frame. : = 

Correlations with other dated revetmentsn of 
icons lead to a relatively early dating of this work 
to the late 13th - early 14th century", thus con- 
firming our hypothesis that this revetment Was 
not originally ‘intended for the icon of the Elaio- 
vrytissa. which dates from the second half of the 
14th century. 

The silver revetment of the second half of the 
14th century (Fig. 434), of the same category, 
which today covers a later icon of Christ Panto- 
crator', is more or less intact, with small addi- 
tions of a later date. It is worth noting that in the 
decoration of the revetment. the complex compo- 
sition of non-figurative ornamentation which 
frames the figure is more restless and departs 
from the idea of the Carpet of blossom of the icons 
in Figs 84, 433. Successive rows of intertwining 
spirals of tendrils alternate with Ppatrs of circular 
button-like bosses whose decorative motif is sim- 
ilar to that of the enamelled ‘buttons’ of the nim- 
bus of icon Fig. 433. Later (15th century), two 
raised circular panels were nailed between them, 
These have half-length depictions of the ascetics 
St Peter the Athonite and St Onuphrius"’, ren- 
dered by engraving ona background of cast dark 
blue enamel, a technique which relates to the 
revetment of the Loth-century icon of the Apos- 

tles Peter and Paul (Fig. 29) of the Monastery of 
Vatopaidi. The frame with its heavily-laden dec- 
Oration has also had later additions of at least 
two different periods! and has undergone alter- 
ations to adjust it to the size of the later icon. 
which is smaller™. Tt is decorated with large par- 
allelogram panels which alternate with other rec- 
tangles, attached ata later date. In the former, a 
rhomboid boss with a ‘woven’ pattem, familiar 
from other icon revetments™ is framed by four 
button-shaped medallions, similar to those on 
the background of the icon, and a tendril inter- 
twines between them. The square panels contain 
seven busts of saints. of whom St Mark (left), St 

John the Evangelist (right), St Nicholas (top), and 

St John Chrysostom (bottom)?"' have survived in 

good condition, but have been cut to fit them to 
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mote radition regards as “g family icon of 
©, while, according toan scription in- 


tment (Fig. 31)? j 


basis of an 
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ques, given 


the icon 
id Paul (Fig. 


t the revetment is an integral work 
additions. 


the metalwork and Manuscript miniatures of the 
14th century’, Between them, in nine Square 
panels with raised outlines, whose form is remi- 
niscent of a Stitch, sheets of silver of a similar 
shape have been nailed with busts of saints in 
medallions, rendered in champlevé and enamel of 
three colours. Apart from the three principal fig- 
ures - the Theotokos, Christ (Fig. 30), and St John 
the Baptist - whose panels occupy the upper part 
of the frame, forming the iconographic pattern of 
the Deisis, there are depictions of four warrior 
saints: St Theodore the Tiro and St Theodore the 
Stratelates, St George, and St Demetrius. The up- 
per comers are occupied by St Nestor and St is 
pus, full-length, figures closely bound up eu 
Thessaloniki’s Saint - a fact which increases t ae 
importance for the iconography, and a 
for the origin of the oe Me a Ah inal 
und flank the figures”, 
Bee ar is ina small square panel on the lower 





Side. The 
Palaeologus, 25 


sequently, the SO-called cross of Con i 
431) Will also be attributed, the an 
of Which shows a Marked Similarity r 
nique and subject-matter With the 
Senta as we have Pointed out above 
nthe two s ici : 

di Monastery the resnisteo"s a base 
d aSteB) COvers Only the 
frame, w hile in terms of technique and style th 

have Similarities - in spite Of the diem _ 
the decorative themes - which lead US tOthes ae 
workshop”. The fact that tradition?" tells us a 
both icons were gif; fthe Em ae 
John Cantacuzenus (1347-1354) from eae 
Strengthens this hypothesis. Moreover, their dat- 
mg to the late 13th Or early 14th Century, based 
on comparisons of Style*!*, does Not conflict with 


‘twisted rope’ divisions2!3, 
The revetment on the Mosaic icon of the Cruci- 
ixton (Fig.314) is a single whole with only a few 
repairs”, The subjects of the decoration consist 
of 12 scenes chiefly from the Dodekaorton2, 
which are separated by long narrow vertical divi- 
sions with omamentation probably inspired by 
the goldsmithing of the East “° The scenes are ac- 
companied by explanatory inscriptions in relief2”, 
A strap of schematised palmettes comes beteen 
the frame and the background of the icon. This 
motif, familiar from icon F ig. 84, is encountered 
chiefly on Byzantine architraves. The ‘Scenes 
from the Gospel are arranged in chronological or- 
der, but the Crucifixion has been omitted, proba- 
bly because it is the main subject of the icon 
which they frame. In iconographic terms, they i 
very close to the corresponding scenes on the 
revetment of the icon of the Hodeghetria oe 
433)*"*, but stylistically they show a more ees 
inclination aes or ae sania 
i esence of landscape, ai ! 
a nee rendering of the facial features. 


| 
: 
| 








Portant for the Monastery 


Pal St Anne (Fig. 313), which, 
aic icon of St An = y 
aut view which has not yet actually 
iccording a ie part of a triptych*”, is believed 
been hans, i tenits of subject-matter with its 
e linkec be a form of supplication on his 
donor and We is, of his soul. The revet- 
part 1or a good condition, without addi- 
ment, which is a originally intereiaemnrte 
tions, mS an ane alternation of square panels 
icon. H Wee and ornamental subjects, and it is 
vile ber vertical sides that two long narrow 
oy divisions are interposed The fig- 
pate 1e decoration consists of busts of two angels 
pe, =e the Preparation of the Throne (top of 
ye : ae of the Apostles Thomas, James. and 
Wat 0 of frame), and the full-length, full- 
aes figures of St Joachim the Forefather of 
Christ and St Joseph the Betrothed™. The sub- 
jects, which are rendered in high relief, are 
marked stylistically by a combination of features 
of the Palaeologue renaissance, somewhat clum- 
sily rendered™. Thus, the mobility in the stance 
of the Apostles Thomas and Philip, the grace in 
the inclination of the heads of the archangels, es- 
pecially Gabriel, and the treatment of the broad 
folds of the garments of the full-length figures 
contrast with the aridity of the rendering of the 
features of Sts Joseph, Joachim, and James, in 
vhom a sterile repetition of types is observable, 
The ornamental motifs, in a combination of 
igh and low relief, show a certain lack of skill in 
heir execution22, Particularly in the obscure out- 
nes of the ornamentation. The strap which links 
le background with the frame of the icon is 
domed with a linked complex of bifurcated 
(raps forming alternating rhombuses and el- 
pses, skilfully executed here, familiar from other 


rollrevetments and bookbinding of the 14th cen- 
Unyizees 


The mos 


to b 


Itis a sign of Special reverence that beneath a 
lore modern revetment of an icon those of earli- 
“Periods should have been retained. Icons such 
S Our Lady of Vladimir, the palladium of Rus- 
a, have two almost complete revetments, 


‘op Of the other. The same is true of the icon of the 


"eMatarissa or Ktetorissa (Fig. 3)227, equally im- 
of Vatopaidi. In this 
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Case, there are sections of an older revetment be- 

low the present one. Of this older revetment, prob- 

ably the first to be fitted to the icon of the Mes 

matarissa - whose Painting is in so poor a condi- 

tion that it is just possible to make out the subject 

- only the upper and lower sides of the frame have 

survived. The decoration. produced. by the cham- 

plevé enamel technique. has rotae sericae, form- 

ed by a ring-punched strap, on the upper frame. 
Contained in the ciréles are Star and cross- 
shaped Ormamentations, a motif familiar from ar- 
chitectural sculpture and from the enamel deco- 
ration of sacred vessels of the 11th century’, 
Triangular panels containing, alternately, a cross 
in a medallion and a cypress-like ornamentation 
full the spaces between the circles. The enamel - in 
three colours: red, deep blue, and light green - is 
combined with the gilt silver with its yellowish- 
white colour. The Same enamel colours are also 
used in the row of linked rhombuses which 
adorns the strap below the frame and which must 
have Originally linked the revetment of the frame 
with that of the background of the icon. 

On the lower side of the frame, there is. instead 
of any other decoration, a dedicatory inscription 
of the Abbot Theosterictus. This is in capitals in 
two verses, in champlevé, while the background 
ts filled with dark red enamel. Its text reads as fol- 
lows: “YTIEP A®ECEWC A-MAPTI@N KAT 
YYTX@P[HCE]@c TOY AOYAOY Toy O(eo)Y 
OEOCTHPIIKT]OY MONAXOY *KAT KAOHTOY* 
/ME*NOY THC CEBACMIAC MONHC Toy 
B[ATO]TIEAIOY KAI TACHC THC EIN O(c)... 
AJAEA®OTHTOC (For the remission of sins and 
Pardon of the servant of God Theosterictus monk 
and abbot of the venerable Monastery of Vatope- 
di and all the brotherhood in God)” 

It would be very easy to date this revetment if 
we knew when Theosterictus was Abbot of the 
Monastery, Unfortunately, his name, a rare one 
generally, does not Occur among those which 
have come down to us. We should note, howev- 
er, that the list of Abbots whose names are known 
to us has gaps in the 12th century. Research in 
the Serbian Sources has revealed the existence of 
an Abbot of the name of Theosterictus at the 
Monastery in the late 12th century. This Abbot is 
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y . ONS Which have been converted j 
ie cae with Christ Pantocrator (19x 25 cm) Pou: 
ly Ope of the hopeless’ U7 x 23 cm), They have 


Wood and gilded silver, 


connected with the tonsuring of St Sabbas at 
Vatopaidi around 1192 and the visit of his fa- 
ther, Stephen Nemanja, in 1196”. It is, then, very 
probable that this Abbot, whom the Serbian 
sources link with other generous donations to his 
Monastery, was the Owner of the inscribed revet- 
ment. It ts, however, safer that the dating of the 
first revetment of the Vematarissa should rest 
upon a combination of historical, Stylistic, the- 
matic, and technical features. The relation be- 
tween the enamel decorations of the 10th and 
11th centuries, such as on the two icons of the 
Archangel Michael in Venice" or the mounting 
of the Chalice of the Patriarchs of the same peri- 
od, and the enamel decoration of Our Lady Ve- 
matarissa lead to a dating to the Middle Byzan- 
tine period. Furthermore, the simplicity of the 
schematised decorative subjects of the champlevé 
enamel revetment has similarities with the deco- 
rative motifs on the borders of manuscripts of the 
10th and early 11th centuries, such as Parisinus 
Gr. 139 in the Bibliotheque Nationale of France. 

It is, moreover, likely that the first revetment 
covered not only the background of the icon, but 
extended to the sacred persons, covering them 
with sheets of silver or gold and thus giving the 
icon a particularly sumptuous appearance, usual 
in tcons which were the objects of pilgrimage”, 

It is, then, very likely that the oldest surviving 
revetment of the icon of Our Lady Vematarissa, 
the gift of the Monastery's Abbot Theosterictus, 
which retains in its decoration features of the 
11th century and copies of earlier models, be- 
longs to the late 12th century. 

The two vertical sides of the frame are covered 


with a revetment of gilt silver plates 
straps decorated with reliefs. These have an alter. 
nation of parallelogram panels with scenes in Fo. 
lief and raised bosses, framed by interlacing pla 
ornamentation. The scenes belong Principally to 
the iconographic cycle of the Blessed Virgin2: 
but with pairs of saints or Apostles also intro- 
duced. The scenes from the life of the Virgir 

apart from the Annunciation, belong in stylistic 
ternus to one group, while the pairs of saints and 
the Annunciation belong to another2%, The pan- 
els with the bosses have an outline which 
stressed by raised pearl-like ornasmentati 
which imitates the jewelled decoration of man 
outlines with pearls (see the chalice of Prelum- 
bus). In the middle of the panel there is a ‘button’ 
which is covered by intertwining bifurcated ten- 
drils. The short sides of the panel are covered 
with tendrils of acanthus which intertwine in two 
circles fastened with a knot, end in two smaller 
circles, and are filled with acanthus leaves and 
half-leaves. 

The composition of the ornamental features i 
panels of the frame of the icon of Our Lady in the 
type of the Hodeghetria at Oruzpejnaya Palata in 
Moscow*®, which is regarded as a ‘Greek work’ of 
the 14th century, is similar. This too has scenes 
from the cycle of the Theotokos, the manifestly 
inferior art of which is regarded as “clearly of the 
Palaeologue period”. A comparison of scenes i 
the two works, such as the Embrace of Joachim 
and Anne or the Nativity of the Blessed Virgin, 
demonstrates that iconographically and stylisti- 
cally the Vatopaidi work is superior and closer to 
Palaeologue models”"", 

The revetment underwent many alterations be- 
tween the 17th and the 19th century, the addi-~ 
ttons covering the original enamel revetment and 
the background of the icon”*”, 

The category of revetments produced by fili- 
gree technique, consisting of fine metal straps: 
which form cells (filigrans en rubans) on a metal” 
plate, or without this, can be dated2® with cer 
tainty to the second half of the 14th and the early 
15th century. To this category belong icons whieh 
are preserved outside Greece and, above all, on 
the Holy Mountain and particularly at Vato- 
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paidi, where five icons with revetments of this 
category have survived. Of these, two are linked 
by tradition with Thessaloniki and the Church of 
Aghia Sophia™. These are the icons of the Hospi- 
tality of Abraham and of Our Lady Hodeghetria, 
which must, on the evidence of technique, style, 
and subject-matter, be the products of the same 
workshop, the location of which in Thessaloniki 
appears probable’. The revetment on the icon of 
the Annunciation, whose omamental subject- 
matter is related to that of the other two icons, 
could also be attributed to a workshop in Thessa- 
loniki. Typical here is the care with which the 
painted surface to which the revetment is fitted 
has been delineated so as not to affect details of 
the painted subject, such as the waves of the an- 
gels’ hair which appear inside the outline of the 
nimbuses. 

However, the revetments of two other icons, 
those known as the ‘Ninia’ of Theodora”, though 
belonging to the same category of revetments pro- 
duced by filigree technique, differ perceptibly 
from the rest of the icon revetments of the same 
technique. Thus, the wire in the ornamentation of 
the icon of Christ is twisted, and the revetment of 
the icon of the Theotokos has plates on the frame, 
worn today, with the dedicatory inscription of the 
donor of the revetment. Interspersed in the text of 
this inscription are busts of saints and a bust of 
Christ in low relief; only on the background is fil- 
igree technique used. Another particularity of 
these two revetments is that they extend to the 
hands of the two figures and to the gospel book 
which Christ is holding, as is the case with other 
icons of the 14th and 15th centuries?",in which, 
however, the garments are also covered. 

On this important diptych** (Figs 436, 437) of 
the icons of Christ Pantocrator and Our Lady 
with the title “the Hope of the Hopeless”, only 
parts of the original revetment have survived. Ac- 
cording to the inscriptions, the donor of the revet- 
ment was Anna Palaeologina, Cantcuzena Phil- 
anthropina”®, 

The icon of Christ preserves parts of a revet- 
ment of great importance from an aesthetic and 
technical point of view. The homogeneous filigree 
technique”” covers not only the background of 
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the icon, but also the nimbus and the frame, today 
damaged at many points. This is a fine network of 
little circles, filled with tendrils and spirals, made 
of fine twisted silver wire. Solid metal strips mark 
out the edges of the frame, of the nimbus with its 
inscribed cross, and the revetment at the points 
where the painted depiction of the subject be- 
gins™®. ; 

The icon of the Blessed Virgin retains its revet- 
ment on the background and on the nimbuses to a 
large degree intact. The subject consists of a com- 
plex of panels filled with spiralling tendrils which 
form rhombuses on the background of the icon 
and circles on the nimbuses. This composition 
differs from that of the revetment on the icon of 
Christ, which is less dense. The inscriptions 
which flank the figure of the Blessed Virgin are 
engraved on parallelogram plaques”. The frame 
of the icon, as we have already noted, bears an in- 
scription with a prayer of the donor to the 
Theotokos between panels with busts of sacred 
personages, an arrangement familiar from other 
icons of the same period’. Unfortunately, only 
two of these panels”! have survived on the worn 
plates of the donor’s inscription”. On the basis of 
this inscription, the revetment can be dated to the 
late 14th - early 15th century. 

The revetment of the icon of the Hospitality of 
Abraham (Fig. 439), a model well-preserved re- 
vetment of the late 14th - early 15th century2, 
with minor later additions which have been har- 
montously blended with the original, covers the 

frame and the background, which includes the 
nimbuses of the five figures in the composition. 
The original revetment consisted of a carpet of 
trefoil ornamentation into which successive rows 
of circles are introduced by broader, double, 
straps. The circles, of differing size, contain an al- 
ternation of Greek crosses among tendrils and 
plants with spiralling tendrils. Near the upper 
frame, in two horizontal rectangular panels, is 
the inscription “H ALIA - TPIAY (The Holy Trini- 
ty)”. 

On the strap which bounds the background of 
the icon, two facing rows of heart-shaped tendrils 
surround a palmette-like ornamentation, a sub- 
ject familiar from architectural sculpture of the 








